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Foreword 


Oberlin College is greatly indebted to Mr. Adolf Mayer and 
Mr. H. Herbert Mayer, the heirs of the late Mr. Adolf Mayer, 
for the loan of his distinguished collection of paintings of the 
Dutch and Flemish Schools. The college is also most grateful 
for the good auspices of Mr. Karl Lilienfeld in connection with 
this loan. To be able to place such important paintings in the 
Allen Memorial Art Museum where they may be seen and en- 
joyed for several years by successive groups of students and 
visitors, is a rare privilege. Both personally and on behalf of 
the college, I should like to take this opportunity to thank the 
owners and Mr. Lilienfeld for their interest and generosity. 


CLARENCE WARD, Director 


January 1948. 
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The Adolf Mayer Collection 


The small but choice collection formed by the late Mr. 
Adolf Mayer consists of fifteen Netherlandish paintings of the 
seventeenth century to which is added one single Italian work of 
the eighteenth. Within the main group, by far the greater 
emphasis is on the Dutch school which is represented by twelve 
pictures; the Flemish works seem to figure mostly as a pleasant 
contrast to the former, and the Italian one, though a real mas- 
terpiece in its own right, also fulfils the taskk—and admirably, 
too—of forming a spirited coda to the earlier series. 


The binding forces are quality and intimacy. Quality counts 
more than names, though all names are respected ones, and 
some of them great. Instead of being bent on acquiring a 
Rembrandt or a Vermeer of dubious authenticity or state of 
preservation, Mr. Mayer decided on procuring first rate 
examples by artists who, while in no sense second rate, belong 
with those whose works are more readily accessible. He also 
wanted his pictures to be of an intimate character and, accord- 
ing to content and size, well suited to be hung, true to their 
original use, on the walls of his private house in The Hague 
where this writer saw and enjoyed them first. Mr. Mayer 
made no attempt to have all aspects of Dutch painting of the 
“golden age” represented; there is only one (anonymous) por- 
trait and no religious or historical picture. But the fields of 
landscape and genre painting, upon which the Dutch artists 
of that period lavished incomparable warmth, charm, and re- 
finement, are magnificently embodied in this group. 

The series of landscapes opens with a characteristic work by 
Jan van Goyen (No. 4), the leading master of the first genera- 
tion of emphatically “national” landscape painters. The picture 
is dated 1646—one year before the superb painting in the 
permanent collection of our own museum—and illustrates the 
typical “tonality” of that period in its restriction to, and blend- 
ing of, a few color hues. It also shows the beginning of a some- 
what greater emphasis on larger and darker masses which 
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characterizes the last years of van Goyen’s activity as well as the 
entire output of the succeeding generation. The spirited 
crispness in the “short-hand” intimation of the foliage and of 
the distant town belongs with the properties which separate 
the master’s own works from the weaker efforts of imitators 
which are so frequently mistaken for his. 


Salomon van Ruysdael, whose development closely parallels 
van Goyen’s but who never imitated him and in fact belonged to 
a different school (Haarlem ), is represented by an outstanding 
work of his later period (No. 11). It clearly exhibits that predi- 
lection for more powerful masses and, particularly, for strongly 
emphasized clusters of threes which, by that time, had already 
become a hallmark of the art of his great nephew Jacob van 
Ruisdael and of Meindert Hobbema. The picture displays a 
most fortunate combination of some of Ruysdael’s favorite 
subjects: the hunting party relaxing before a wayside inn, 
the shepherd driving his cattle to a watering place, the stately 
trees, the steeple of a village church, the view of the distant 
countryside, the summer clouds—all of them tied together in 
a flawlessly balanced composition and by a beautiful alternation 
of deep but transparent shadows and brilliant lights, of brown, 
yellow, green, and rose nuances. 

Jacob van Ruisdael’s picture (No. 10), which once graced 
the collection of Catherine the Great, one of the most astute art 
collectors of her time, dates from about the same period as the 
painting of his uncle and is only slightly older than Hobbema’s 
incomparable Pond in a Forest of 1668 in our museum to 
which it is as characteristically akin in terms of general, as 
different in terms of individual style. Its magnificent trees 
and its roundish spaciousness, together with its very parsimoni- 
ous staffage, lend to this picture a particular air of full and satis- 
fying volume and resonance. 

The “romantic” quality of Ruisdael’s work is transformed 
into idyllic serenity—which is far from trivial complacency— 
in Adriaen van de Velde’s masterly Hilly Landscape of 1661 
(No. 15). This picture, too, had found favor with Catherine 
of Russia and before that, with another great connoisseur, Count 
Briihl of Dresden. It is no exaggeration to say that those two 
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collectors knew a great deal more about the artist van de Velde 
—a younger brother of the famous marine painter, Willem 
van de Velde the Younger,—than do most art lovers today, art 
historians not excluded. The best paintings by this lovable 
master who, like Mozart, died in his thirty-sixth year, are far 
too little known and quite insufficiently appreciated in our 
time. Yc, whoever has stood in admiration before such mas- 
terpieces as his Beach of Scheveningen in Cassel or his River 
Landscape of 1658 in Berlin, must realize that there exists a 
far more significant kinship between him and Mozart than is 
indicated by their common premature death, or even by their 
common gift of self-effacement. In the case of the painter, 
the latter is amply demonstrated by the unfailing devotion with 
which he painted staffage figures of unsurpassed delicacy and 
coordinative spirit into the pictures of other landscape painters 
such as Ruisdael, Wijnants, and Jan van der Heyden. In the 
present work, such figures appear as most harmonious, inte- 
grated parts of a landscape of his own—a landscape of such 
serene beauty and golden softness that its comparison with a 
Mozart melody will not, the writer hopes, be dismissed as far- 
fetched. 


The golden hue is intensified in Aelbert Cuyp’s Old Ferry- 
house (No. 1) which dates from approximately the same time 
and is the only example of “marine” painting in this group. 
The emphasis on misty evening shimmer is part of a general 
emphasis on “poetic” interpretation which also governs the 
calm rhythm of this thoughtful picture. Both in color and in 
design, it is connected with the world of Claude Lorrain and 
of the romanticists of the early nineteenth century. 

“Romanticism” also permeates Aert van der Neer’s Village in 
Evening Light (No. 7), a subject to which the master dedicated 
a large part of his output. 

It is hard to decide whether a picture like Isack van Ostade’s 
In Front of the Tavern (No. 9) should be more properly called 
a landscape or a genre scene. A master of considerable skill 
in the former, Isack van Ostade nonetheless. concentrated in 
most of his paintings on the depiction of the every-day life 
of the Dutch peasants. The picture is dated 1645—four 
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Cat. no. 15 A. van de Velde 


years before his death at the age of twenty-eight—and has a 
highly respectable pedigree which is in no way surprising. 
Acuteness and wit in the observation of details is happily 
blended with good composition of the favorite diagonal pat- 
tern and brilliant but not motley coloring. There is an equally 
masterly rendering of the various peasant types, of dogs and 
fowl, and of the picturesque texture of houses and trees. Also 
to be admired is the clever handling of aerial perspective. 

His brother Adriaen van Ostade, who likewise excelled in 
landscape proper and in outdoor peasant scenes, is represented 
by one of those interiors for which he has become most famous 
(No. 8). The characterstic gnome-like types, somewhat repeti- 
tious and slightly repellent to the modern observer, should not 
prevent him from appreciating Ostade’s consummate skill in 
composition which is based on sparing use of figures and ac- 
cessories, and on effective relief-like arrangement of a spa- 
tially conceived group. 

The early work (ca. 1652) by Jan Steen (No. 12) leads us 
back to Isack van Ostade who, together with Nicolas Knupfer, 
exerted a strong influence upon the Leiden master. This is 
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Cat. no. 14 Gerard Terborch 


evident from the types of the figures as well as from the treat- 
ment of the foliage. Steen’s humor, however, already appears 
to be more pointed than Ostade’s, his command of the human 
body in motion, more brilliant, his differentiation of character, 
more entertaining, his brush-stroke, more sketchy—and his care 
for composition, less marked than Isack van Ostade’s. He was 
the enfant terrible of Dutch genre painting in more ways than 
one; his output was uneven but often of superb quality, and 
he never fails to fascinate. 

Compared with all this, Gerard Terboch’s Guard Room (No. 
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14) seems to represent another world (as it does represent an en- 
tirely different school of Dutch seventeenth century painting). 
While its subject matter contains an element of fun and care- 
freeness not too different from Steen’s, its tuned-down interpre- 
tation, its coloristic reserve and its finished surface-treatment 
are utterly at variance with the former. One is not so much 
reminded of Terboch’s own later, brilliantly colored genre 
scenes which connect him with the group of “upper class” 
genre painters like Metsu, as of the restrained gamut and the 
reticence of his portraits. 


Once more on the borderline between landscape and genre 
paintings stands Philip Wouwerman’s Sutler’s Tent (No. 16) 
which until rather recently formed part of the renowned col- 
lection of pictures by this master in the Dresden Gallery where 
it had been acquired as early as 1740. Here again, everything 
is vibrating with life and gay commotion, the “Wouwerman- 
White Horse” is in spectacular evidence, and the distant battle 
is shrouded in a brilliant and altogether unheroic haze. 

The only representative of portraiture in our group (No. 17) 
is a complete art-historical puzzle—and a very charming one, 
too. It is obviously a sketch for a larger (and more formal ) 
family portrait and probably dates about 1660-1670. It seems 
to be Dutch, but it also shows traces of Flemish and, possibly, 
French influences. Suggestions concerning its authorship are 
urgently solicited. 

Still-life painting has always been a favorite with Dutch 
artists and the Dutch public. Jan Davidsz. de Heem’s lovely 
picture (No. 6) combines the basic restraint of the Dutch 
“table” still-lifes with a touch of the more luscious and grandilo- 
quent manner favored by the Flemish painters. This is not 
to be wondered at since de Heem, a native of Utrecht, became 
a citizen of Antwerp in 1637. 

Compared with de Heem’s painting, the Szz//- life with Falcon 
by Jan Fyt (No. 2) is frankly Flemish in its more decorative and 
sweeping composition as well as in its “fatter” coloristic treat- 
ment. However, the Dead Birds by the same master (No. 3), 
while partaking of a similar coloristic brilliance and decorative- 
ness, is much more intimately and parsimoniously conceived 
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Cat. no. 3 Jan Fyt 


and is a prophetic harbinger of certain effects which were to be 
aimed at and achieved two hundred years later by masters of 
the French school. 

David Teniers, one of the leading masters of Flemish paint- 
ing after Rubens—as overrated in his day as he is now under- 
rated—-is represented by a signed Interior of a Farmhouse 
(No. 13) which, particularly in the refined handling of the back- 
ground is apt to emphasize the tremendous difference between 
genuine works by this master and the host of imitations peddled 
under his name. 

Last but not least, there is one Italian masterpiece of the first 
water, Francesco Guardi’s View of San Giorgio Maggiore 
(No. 5)—a realistic vision of the Venetian dreamland which 
with its airiness, its spirited brush-stroke, its infallible sense of 
proportion and composition testifies to the greatness of an 
eighteenth century school of painting that in many ways appears 
as the spiritual descendant of the best in Dutch marine painting 
of the seventeenth cenury. 


WOLFGANG STECHOW 
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Catalogue 


This catalogue is largely based on the ms. list of the collection 


of the late Mr. Adolf Mayer which was compiled by Dr. Horst 
Gerson, now deputy director of the “Rijksbureau voor kunsthis- 
torische documentatie” at The Hague. Grateful acknowledgment 
is made of his permission to use it for this publication. 


“Smith” and “Smith Suppl.” refer to: John Smith, A Catalogue 


raisonné of the works of the most eminent Dutch, Flemish and 
French Painters . ., Lomdon, 1829-1837, and Supplement, _ 


“HdG.” refers to: C Hofstede de Groot, Catalogue 1 
1908 ff. 
In the measurements, height precedes width. 
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CUYP, Aelbert. Dordrecht, 1620-1691. 


The Old Ferryhouse.—Signed, lower right: A. Cuyp— 
Canvas, 2714x373 in. 

Jerrold Holmes, Art in America, XVIII, 1929/30, p. 185, 
no. 30 (wrongly identified with HdG. 656a), repr. p. 
164.—A preparatory drawing in the Graphische Samm- 
lung, Munich (repr. ibid. and in W. Schmidt, Handziech- 
nungen alter Meister im k. Kupferstichkabinett zu Miin- 
chen, no. 66) is wrongly inscribed on the reverse by a 
later hand: “Oude wagthuis in de Kil”. The ferryhouse 
here presented occurs on other paintings by Cuyp (HdG. 
166 and 167) and was probably to be found near Dord- 
recht. 


Exhibited: Detroit, 1929, no. 19; The Hague, 1936/37, 
no. 58; Providence, R. 1, 1938, no. 10; Detroit, 1939, 
no. 8.—Coll. Landsberger, Berlin, and Carl Schoen, 
New York. 


FYT, Jan. Antwerp, 1611-1661. 


2. 


Still-life with Falcon—Signed, lower right: Joannes 
Fyt.—Canvas, 2214x291 in. 

An unsigned replica was in coll. Jules Porgés, Paris, ex- 
hibited in Brussels, 1910, no. 189 bis (G. Gliick in: 
Trésor de l’'Art Belge, Paris, 1912, I, p. 247/8, pl. CXII, 
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and in his Rubens, van Dyck und ibr Kreis, Vienna, 1933, 
p- 363, fig. 198). 

Sale of private property from Mannheim in Munich, 
Oct. 12, 1909, no. 15. 


3. Dead Birds—Canvas, 1214x1614 in. 
Exhibited: The Hague, 1936/37, no. 77. 


GOYEN, Jan van. Leiden, The Hague, 1596-1656. 


4. Fishermen near an Old Castle—Signed on the boat: 
v Goyen 1646.—Panel, 2514x35% in. 
The former identification of the town in the distance 
with Middelburg is incorrect. 
Exhibited: The Hague, 1936/37, no 86; Detroit, 1939, 
no. 14. 


GUARDI, Francesco. Venice, 1712-1793. 


5. View of San Giorgio Maggiore——Canvas, 18x29) in. 
Similar views in Bergamo (Acc. Carrara), London 
(Wallace Coll.), Venice (Academy ), and elsewhere. 
Exhibited: The Hague, 1936/37, no. 89; Rotterdam, 
1938, no. 187.—Coll. M. and A. Kann in Paris; Carl 
Schoen, New York. 


HEEM, Jan Davidsz. de. Utrecht, Antwerp, 1606-1683. 


6. Still-Life with Fruit—Signed, lower right: J. De heem f. 
—Panel, 1014x1634 in. 
Repr. in Charles Blanc, Histoire des peintres de toutes 
les écoles, Ecole Hollandaise, 1, Paris, 1876. 
Sale Charles T. Yerkes in New York, April 5-8, 1910, 
no. 116. 


NEER, Aert van der. Amsterdam, 1603/'4-1677. 
7. Village in Evening Light—Signed with monogram, be- 
low.—Canvas, 1514x2014 in. 
HdG. no. 403.—Sale A. van den Finck, Brussels, Nov. 25, 
1904, no. 70. 
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OSTADE, Adriaen van. Haarlem, 1610-1685. 


8. 


Three Peasants at the Card Table-—Panel 1014x814 in. 
Smith Suppl. no. 113; HdG. no. 337 and 845b.—Waa- 
gen, Treasures of Art in Great Britain, Il, p. 240. 
Exhibited: The Hague, 1936/37, no. 153.—Coll. Lord 
Colborne; sale Lady Cranworth, London, May 30, 1934, 
no. 139. 


OSTADE, Isack van. Haarlem, 1621-1649. 


In Front of the Tavern—Signed, lower right: Isack 
van Ostade 1645.—Panel, 2534x234 in. 

Smith no. 32; HdG. no. 96. Gazette des Beaux Arts, 2. 
période, vol. 15, 1877, p. 159/60. 

Sale (van Tol) in Souterwoude, June 15th, 1779, no. 
13; J. E. Fiseau in Amsterdam, Aug. 30, 1797, no. 165; 
van Brienen van de Grootelindt of Amsterdam in Paris, 
May 8, 1865, no. 23; Marq. H. de V.. . . in London, 1871; 
Comte Greffulhe of Paris in London, July 22, 1937, 
no. 74. 


RUISDAEL, Jacob van. Haarlem, Amsterdam, 1628/29-1682. 


10. Road at a Pond.—Signed with monogram, lower right. 


—Canvas, 19x25 in. 

Smith no. 310; HdG. no. 511. J. Rosenberg, J. v. Ruis- 
dael, Berlin, 1928, no. 316. Repr. in Klassischer Bilder- 
schatz, no. 1367; H. Gerson, Burlington Magazine, LXV, 
1934, p. 80, with repr. p. 77. A copy (as Hobbema) in 
sale Sir George Donaldson in Hove (Sussex), July 6, 
1925, no. 238. 

Exhibited: The Hague, 1936/37, no. 165; Rotterdam, 
1938, no. 128; Providence, R. I., 1938, no. 43; Detroit, 
1939, no. 32.—Coll. Hermitage in Leningrad, cat. 1895, 
no. 1141 (acquired by Catherine II). 
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RUYSDAEL, Salomon van. Haarlem, ca. 1600-1670. 


11. Halt before the Inn—Signed, lower left: SVRuysdael 
1663.— Canvas, 3014x40% in. 
Wolfgang Stechow, Salomon van Ruysdael, Berlin, 1938, 
no. 165 and fig. 55—The same place is represented on a 
picture in Vienna (Stechow no. 142). 
Exhibited: The Hague, 1936/37, no. 171; Detroit, 
1939, no. 35.—Sale Pierce Taylor in London, July 28, 
1922, no. 56. 


STEEN, Jan. Leiden. The Hague, Haarlem, 1626-1679. 


12. In Front of the Tavern—Signed, lower right: JSteen. 
—Panel, 1514x1914 in. 
Early work, about 1652.—Smith Suppl. no. 35; HdG. 
623.—F. Antal, Art in America, XIII, 1924/25, p. 108, 
repr. p. 106; W. Stechow, Zeitschrift fiir bildende 
Kunst, LXII, 1928/29, p. 174. 
Exhibited: Providence, R. 1. 1938, no. 50. —Coll. John 
Smith, London; Sir P. O’Rial, Paris; A. de Ridder, Cron- 
berg near Frankfurt (not in sale 1924). 


TENIERS, David, the Younger. Antwerp, 1610-1690. 


13. Interior of a Farmhouse.—Signed, lower right: D. Te- 
niers Fe-—Canvas, 2714x454 in. 
Smith no. 212—Engraved by Jean Daullé. 
Sale Duke of Zweibriicken, Paris, 1778; J. Gildemeester. 
Amsterdam, June 11, 1800; coll. Ch. Sedelmeyer, Paris. 


TERBORCH, Gerard. Zwolle, Amsterdam, Deventer, 1617- 
1681. 


14. The Guard Room.—Panel, 1844x144 in. 
HdG. no. 99. Painted ca. 1645. A replica in the Wall- 
raf-Richartz Museum in Cologne, no. 1001 (HdG. 76; 
Eduard Plietzsch, Gerard Ter Borch, Vienna, 1944, p. 
40, no. 15, pl. 15, where the present picture is mentioned 
as “at least equally valuable replica by Terborch’s own 
hand”). 
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Exhibited: Providence, R. I., 1938, no. 55.—Sale S. van 
Huls, The Hague, Sept. 3, 1737, no. 89; H. van der Vugt, 
Amsterdam, April 27, 1745, no. 18; sale in Amsterdam, 
Sept. 8, 1773, no. 53; G. van der Pot in Rotterdam, June 
6, 1808, no. 124; coll. Pourtalés in London. 


VELDE, Adriaen van de. Amsterdam, 1636-1672. 


15. 


Hilly Landscape.—Signed, lower right: A. v. Velde 
1661.—Canvas, 1414x19 in. 

Smith no. 140; HdG. no. 67—Engraved by Pierre 
Chenu with the title “La moisson ou |’été” (Ch. Blanc, 
Manuel, Il, no. 68).—Charinova, “Dutch and Flemish 
Paintings in the Museum in the Castle of Pawlowsk” (in 
Russian), Gorod, 1923, p. 94. 

Exhibited: The Hague, 1936/37, no. 199; Providence, 
R. 1, 1938, no. 56; Detroit, 1939, no. 40.—Coll. Hein- 
rich Graf Bruehl, Dresden, whose paintings were ac- 
quired by Catherine the Great in 1769; Museum in the 
Castle of Pawlowsk, cat. no. 259; sale from Leningrad 
museums and castles in Berlin, second part, June 4-5, 
1929, no. 88. 


WOUWERMAN, Philips. Haarlem, 1619-1668. 


16. 


The Sutler’s Tent—Signed with monogram, lower left. 
—Panel, 1314x1614 in. 

Smith no. 506 and Suppl. no. 247; HdG. no. 850.—A 
companion piece is still in the Dresden Gallery, no. 1442. 
From the Dresden Gallery, cat. no. 1441 (acquired in 
Hamburg 1740 by von Heinecken). 


UNKNOWN MASTER, about 1660-70. Dutch? 


17. 


Portrait of a Family. Sketch—Canvas, 1414x171. 
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C. C. Jounson 
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Georce H. G. Jones 
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ucy Lewis 
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. Erwin C. 
E. 
. Betry Mont 
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. W. R. Morrison 
Mrs. J. Hersert 
C. ParMENTER 
Mrs. Joun 
Jean ReirsMAN 
Mr. anv Mrs. Hucu A. Rosertson 
Mrs. Gaten Rovusn 
Paut J. Sacus 
Germain SELIGMAN 
Mrs. Paut R. SHAFER 
Exvizasetu F. Sims 
Josern L. Sotomon 
RS. Katuerine B. Spencer 
Cart B. Spitzer 
Mr. anv Mrs. Wotrcanc Stecnow 
Harotp Tower 
Curt VALENTIN 
Rosert L. Watters 
Mrs. CLarence Warp 
Mires J. Watson 
Rosert E. Woop 
Mrs. Henry Merritt Wriston 
Heven M. Wricut 
Mrs. James L. Zanm 
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